whose Red Cliff/Chi bi (2008) marked the Hong Kong action auteur's return to Chinese-language filmmaking after a 15-year hiatus. At the time of writing, the second part this big-budget historical epic has been slated for release in 2009. 2 The accelerated pace of economic integration in the Greater China region between Hong Kong, China, and Taiwan has brought a new species into being, the so-called pan-Chinese films, most of which are contemporary renditions of wuxia and historical epic. Ka-seung, 2008) . If the 1980s and 1990s were the decades of the global expansion of Chinese cinema, pan-Chinese films are well poised to be the 'second wave' of this phenomenon, complementing pan-Asian cinema of which Hong Kong is among the region's key players. It is not an unwelcome phenomenon either, as the new alignments in production and marketing networks are breathing new life into the domestic industry in Taiwan. 3 As far as the Hong Kong film industry is concerned, History repeats itself: the future, once again, is to be sought elsewhere.
As 'Chinese cinema' gives way to 'Chinese cinemas', Hong Kong cinema aptly reflects this plurality, since it has always been at the intersection of contesting sociopolitical and economic forces. Likewise, the above digression into some of these forces is meant to situate the final pages of this manuscript in the midway of a still unfolding narrative. As mentioned in the 'Introduction', the subject of this study is the changing mode of Hong Kong's cinematic imagination in the post-handover era, or what I have called the 'post-nostalgic' imagination. It has its roots in the recurrent themes of nostalgia, memory, and the search for local histories that characterize much of Hong Kong cinema since the 1980s. I have used the term 'post-nostalgic' as a corrective to the Neo-Marxist criticism of nostalgia in Western societies, which in Jameson's view is a symptom of postmodernist culture or late capitalism. This view recently has been challenged by scholars writing on nostalgia films, or nostalgia in film. These later writings favour a critical re-appraisal of nostalgia by way of context-specific analyses. The argument I have pursued here has drawn upon this literature-Vera Dika's re-appraisal of American nostalgia films, Ingeborg Hoesterey's study on the relation between pastiche and historical knowledge, and closer to home critiques of cinematic nostalgia in Hong Kong cinema by Rey Chow, Linda Lai, and Natalia Chan, among others. Whether on Western or Hong Kong cinema, these critical
